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Abstract
This paper will examine the production of the thesis film, Capshaw Ravens. I will analyze the
production process from development to post-production, and determine if I achieved my goal of
creating a short film with concept, character, and conflict.

Grant, Capshaw, Paranormal, Suspense, Film
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Introduction
A good story moves me. Characters move me. I am always drawn to those elements first.
Not only do films have the ability to tell a story, but the art of storytelling in filmmaking can be
masterfully crafted to take an audience on a wonderful aural and visual journey. Similar to the
design of a well-crafted rollercoaster, a good film can be fashioned to evoke an audience
response at any particular time. It can take an audience through the drama and conflict of the
characters and drop them safely at a happy ending, or it can leave them reeling at the end of the
ride. That is what makes storytelling powerful in filmmaking.
Many of my previous films have been dramas focused on women. Ladie (2009) is a
drama about a young woman who has an affair with her husband’s friend, Wade. Ladie
conceives a child from the affair. She never reveals the true father of her child and leads her
husband to believe the baby is his. The misdeed comes back to haunt her when her son, Ollie,
meets the girl of his dreams and gets engaged. The kicker is: the girlfriend is Wade’s daughter.
Not only are they engaged, she is also pregnant.
The film Staple Me (2007) is a part drama, part comedy, about a young woman who
works as an office assistant. She has dreams of being famous. One evening after her co-workers
leave the office, she lets the stress of her job get the best of her and goes on an office rampage
with a stapler. After her emotional breakdown, she decides to quit her office job and pursue her
dreams.
In keeping with my target audience of women ages twenty-five to fifty, I wanted to make
this film for women who love a good ghost story. I will examine the methods used and decisions
made in the development and shooting of the film Capshaw Ravens. I will also evaluate to what
degree I believe I succeeded in creating a film with concept, character, and conflict.
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In the screenwriting section of this paper, I will discuss script development, the
screenwriting process, and the dreams and inspirations that lead to the journey to create a film
about family, sacrifice, loneliness, and acceptance. I will also examine the casting and directing
process, and what it took to find actors that were overall a good fit for the film and capable of
taking direction. I acquired my vision for production design and inspiration for locations from
several different influences; by discussing these influences I can address the challenges faced
during this part of the production process. In the editing portion of the paper I will review my
preparation for editing, the process of cutting the story, and creating unplanned story moments
and continuity. Another important aspect in telling the story of Capshaw was building a
soundscape for the film. I will show how I accomplished this process by layering the sound
components of dialog, location sound, sound FX, and scoring.
I will then analyze the overall success of the film by discussing viewer response from my
target audience and comparing that response with my own review of the film. This will help to
gauge the film’s degree of success.

2

Chapter 1
Writing
Inspirations
I have always taken great interest in all things paranormal. Narrative films,
documentaries, and even television series that explore ghosts, spirits, demons, and angels have
always intrigued me. As a little girl, my mother and I would often watch films such as The
Exorcist (1973, Friedkin), The Omen (1976, Donner) and The Shining (1980, Kubrick). Of
course, after watching these types of films they would always prompt a crazy nightmare.
However, no matter how scary the dream, I never wanted to wake up. I just had to see what was
going to happen next.
Concept
The inspiration for Capshaw Ravens started with a single dream, and I took that dream
and built on it using inspiration from family stories and several feature films. Films such as The
Skeleton Key (2005, Softley), The Others (2001, Amenabar) and Burnt Offerings (1980, Curtis)
were all inspirations. These films all influenced ideas I had when developing and writing the
script. They are all stories about families, heritage, powerful houses, spirits, ancestors, and
sacrifices.
I started developing the script for Capshaw in my screenwriting class, and I initially
thought it would be a feature-length film. However, I decided to shoot it as my thesis film and
immediately began rewrites to make it a short film. I built the foundation of my story by starting
with a house. What people do in the privacy of their homes always seems to intrigue an
audience. If the walls of a house could talk, what interesting stories they would tell. In
3

paranormal films the actual house can have real power. Usually, it gets its powers from people
who are living in or have lived in the house. After much thought and debate, I decided the house
for Capshaw should not have actual powers itself, as seen in the film Burnt Offerings, but should
be a host to the powers of someone else, as seen in the film The Skeleton Key.
After deciding on the basic concept and deciding to use the house as the foundation for
my story, my next task was to build on that concept. I come from a very close family, and I was
always taught that the bond of the family is very important. Knowing your heritage is very
important in learning about yourself and from where you come. I wanted there to be a link
between the Capshaw estate and the ancestors of Capshaw. I continued to think about the film’s
concept and developed the characters; the film’s theme began to emerge. “Better that you let the
theme emerge naturally from the story you are trying to tell. Theme is there to enrich the story,
not the other way around.”1 I feel Capshaw Ravens became a film about family strongholds and
breaking generational curses. The family strongholds lead to the theme of loneliness in each of
the characters. Catherine fears the family moving away from the estate and leaving her alone.
Uncle Edward suffers from dementia and is lonely in his silence. Victoria is lonely from the loss
of her promising life, death of her husband, and loss of her daughter. Mona feels lonely because
she was estranged from her family and did not know why. Charlie even has a fear of loneliness
and losing Mona. Capshaw shows the different effects generational curses and loneliness can
have on a family.
Character
After building on the concept of the film, my next task was to start developing characters.
As stated, my inspiration for Capshaw came from a dream, but it is a recurring dream that I’ve
1
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had for several years. I’m in a majestic house. It is not always the same house, and some houses
I remember more vividly than others. I am in the house alone, but I always feel the presence of
an elderly woman, a motherly figure. In the dream it seems as though she is going to reveal
herself, but she never does. I actually feel it is my deceased grandmother, or at least I hope it is,
and not a scary lady similar to the medium in The Others. I never see the woman’s face in my
dreams, but I can always feel her presence watching me. I can feel that she wants me to stay; she
wants to keep me in the house with her.
This is where I got the idea for the grandmother in Capshaw. I also thought of the
character Gene Rowlings played in The Skeleton Key. I began developing Catherine’s character
and I started writing her backstory. She was a young girl growing into a beautiful woman with
dreams of getting married and moving from home. However, she was taught by her lonely
perverted mother that the family had to do whatever they could to stay together. She was forced
to procreate with her brother to keep the family blood-line going. Of course, in the short film, I
would not be able to show this, so I cut it to the ending scene of Victoria thanking Uncle Edward
for helping her save Mona. In this scene, she also reveals that Uncle Edward is her father. She
turns to him and says, “Thank you daddy, I love you.” In the film, Catherine continues the
warped thinking she was taught by her mother. She also uses the magical prayers to the ancestors
for help; this was also passed down by her mother. She tries to keep her family together by any
means necessary. This includes killing her son in-law, trying to kill her granddaughter’s
boyfriend, and keeping their baby.
When I started to develop my lead character Mona, I thought back to my dream. I was the
“Mona” in my dream. I began to loosely base the character of Mona off myself. Mona is in her
late 20’s, curly hair, in a relationship, and not sure about being ready to get married or being a
5

mother. However, that is where the real life similarities ended, and my imagination took over. I
decided she needed to be pregnant, and she would use the pregnancy as a reason to return to
Capshaw and see her family. In Mona’s backstory, her mother Victoria secretly sent her away to
boarding school after her father’s death. Mona had a paternal uncle who helped sneak her away
from Capshaw and worked with her mother to take care of her while she was away from home.
He took care of Mona financially, and in the feature script, she goes to his office and asks for the
address to Capshaw. She wants answers to why she was sent away after her father’s death, and
she wants to be reunited with her family. Her ideal family includes the family she is building
with Charlie and her Capshaw family.
The next character that I worked on developing was Victoria, Mona’s mother. Victoria is
a woman who had her wonderful life snatched by her selfish mother, Catherine. In her
backstory, she married an artist named John Raven, and they had Mona. As John’s popularity as
an artist grew, he wanted to move his new family to New York. Of course, Catherine Capshaw
was not going to let that happen, so she killed him. She used the powers of Capshaw to make
him delusional, and they forced him out of a window, to his death. Catherine said it was suicide.
Victoria was devastated and frightened of her mother, but she also wanted to protect Mona from
Catherine and the powers of Capshaw. She sacrificed her own life and freedom to save Mona.
After the death of her husband and Mona leaving Capshaw, she began taking pills and drinking
heavily.
After developing the character of Victoria, I then worked on the role of Mona’s
boyfriend, Charlie Gordon. My inspiration for Charlie came from the television series Ghost
Whisperer (2005-2010). David Conrad played the role of Jim Clancy, Melinda Gordon’s
husband. I loved his character because he was always supportive of his wife and her psychic
6

ability. He was there to protect her when the ghosts were trying to harm her or being too
intrusive. I really liked that he was a blue collar guy who loved his wife, wanted a family, and
supported her no matter what. I decided to write Charlie as a fireman, with a good family, who
wants to marry Mona and have children with her. Charlie supports Mona’s decision to return to
Capshaw only because he wants her to be happy. He does not feel like she needs them in her life,
because he is going to take care of her and the baby. They also have the support of his family.
The last character I developed was Uncle Edward. Uncle Edward is Catherine’s brother
who suffers from the beginning stages of dementia. It renders him sometimes unfocused on what
is taking place around him. Catherine takes care of Edward because he is her only companion,
and she can control him because of his illness. However, Edward is not as sick as everyone
thinks. He is aware of his sister’s misdeeds, but he is very old, and this is the only home he has
ever known. Uncle Edward’s backstory is similar to that of Catherine. He was forced by their
mother to procreate with Catherine, who conceived Victoria. Before Uncle Edward and
Catherine were forced into incest by their mother, I imagined him to be a dapper gentleman and
quite the ladies’ man. I imagined that he had a young lady whom he courted and for whom he
always picked flowers. However, like all other Capshaw relationships, his warped mother and
the powers of Capshaw ended his relationship, too.
Plot
Act I, the scene of Mona driving to Capshaw “sets the story into motion”.2 I consider it
to be the Inciting Incident3, as defined by the Gotham Writers’ Workshop. The car scene also
reveals the conflict between Mona and Charlie, and it gives exposition about Mona’s reasons for
2
3
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returning to Capshaw. Upon Mona’s arrival at Capshaw, she is greeted by Victoria. Victoria is
very happy to see her daughter and receive the news of Mona’s pregnancy, but the joy is short
lived because she knows Capshaw is not a safe place. Victoria then suppresses her excitement
and tries to get Mona to leave. This is an internal conflict, because as a mother she would like
her daughter to stay, but she also fears for Mona’s safety. Also in this scene, Catherine is
revealed. It is revealed a second time that she already knows about Mona’s pregnancy. The first
revelation is at the beginning of the film when she prays to the ancestors, and they tell her Mona
is pregnant. In this scene, we get to see the tension between Victoria and Catherine. As
Catherine exits the house to greet Mona, she snottily bumps Victoria with no apology. Knowing
the danger that lies ahead, Victoria is semi-paralyzed with fear.
During Mona’s first night at Capshaw, she gets her first taste of the spirit world. She is
awakened by voices calling her name. She decides to explore the house and arrives at her
mother’s bedroom. She finds her mother asleep and learns of her mother’s heavy
substance-abuse. After leaving the room, she discovers an attic. It is in the attic that she
discovers a newspaper article revealing the cause of her father’s death. It is also in the attic that
she has a very frightening second encounter with the spirit voices, and one spirit voice tells her to
“Get out.” I consider this to be Plot Point I4, as described by the Gotham Writers Workshop. The
major dramatic question5 is: will Mona learn the truth and escape with her life?
The next morning when Mona awakes, she is surprised that Charlie has arrived at
Capshaw. This hampers Catherine’s plan. She feels that she has Mona home and right where she
wants her and the baby. However, with Charlie’s arrival Mona will not stay at Capshaw. In the

4
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next scene, Catherine and Mona take a walk across the Capshaw property. Catherine tries to lull
Mona under her spell. She plays with Mona’s desire to be a part of the family and have a sense
of belonging. However, this is short-lived because Mona sees her mother in the window and is
quickly reminded that Victoria wants her to leave Capshaw. Victoria uses any method she can to
deter Mona from staying, even rudeness. She closes the window curtains in Mona’s face.
Following this scene, the effects of Capshaw are starting take hold of Charlie; he mysteriously
begins to get sick.
During the dinner scene, the family is all together for the first time. Catherine’s conflict
with Charlie is more apparent as she grills him with questions at the table. She questions his
competency to take care of Mona and the baby. Victoria tosses back wine, trying to escape,
hesitant to join the conversation. Uncle Edward is in his own world, paying attention to only
parts of the discussion. Mona listens to the conversation between Victoria and Charlie. She
thinks the jabs taken at Charlie by Catherine are playful. The dinner ends when Mona begins to
inquire about her father. Victoria immediately drops the dessert she is carrying to create a
diversion. This annoys Catherine and she begins to berate Victoria. Charlie starts to feel sick
again and chooses to go lay down.
In Act II, I consider the mid-point6 to be when Mona approaches a very intoxicated
Victoria and asks about her father’s death. She shows Victoria the article from the attic, and
Victoria tells her it is a lie. She reveals to Mona that Catherine murdered her father. Mona is in
disbelief until they are both startled by an eavesdropping Catherine. Catherine admits to the
crime and threatens to do it again. She also reveals the source of Charlie’s mysterious illness: a

6
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poisonous concoction of mistletoe and mandrake. Victoria immediately pleads with Mona to get
Charlie and leave. Mona, in shock and not wanting to leave her mother behind, initially resists.
However, Victoria reminds her of Charlie and the baby, and she tells her she does not want their
type of family. Mona gives in and goes to rescue Charlie. Catherine arrives in her altar room and
begins to invoke the power of the Capshaw spirits. The spirits trap Mona and a sick Charlie in
their bedroom. Uncle Edward then comes to their rescue and helps Mona open the door to
escape.
Outside the house, Mona looks back and sees Victoria in the bedroom window. She
decides she has to go back in the house and save her mother. I believe this to be Plot Point II7. In
the next scene, Victoria rushes to the altar room and begs Catherine to let Mona go. In this scene,
we hear how Victoria has sacrificed herself to keep Mona safe all these years. Victoria says to
Catherine, “You have me! Please let her go!” Mona rushes to save her mother and is horrified at
the sight of the altar of ancestors. Catherine lifts her hands and calls on the spirits to give her the
strength to save her family; boxes in the room tumble down on Mona and knock her
unconscious. Victoria finally gets the strength to stand up to Catherine, and uses her own powers
to invoke the spirits. The strength she needs was always inside her. In a possessed state, she
rushes towards Catherine and pushes her backwards out of the altar room window. Catherine
falls to her death.

7
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Casting
I started casting for Capshaw Ravens in my mind long before I ever put pen to paper. I
had already picked out several actors I worked with on previous projects. However, I still wanted
to test other actors, so I placed an ad on Craigslist for a casting call. I held video auditions with
specific directions, as well as a standard casting call on the Campus of Dillard University. Early
in the conceptual stage there were several things I knew I wanted. The film is about the struggles
of a family. I noticed the diversity in many Louisiana families, and I grew up in a diverse
family; so I knew I wanted a multi-racial family very similar to mine. I first thought of actress
Julie Bounds.
Catherine
I worked with Julie on the film Hunker Down (2009, Karlin), and I was very impressed
with her performance. She played a very overbearing stubborn mother and wife who had
personal demons that were tearing her family apart. Julie also physically reminded me of Gena
Rowlands from The Skeleton Key, one of the inspirations for Capshaw Ravens. I wrote the script
with Julie in mind, and I had a feeling that she could play the character of Catherine Capshaw.
To my surprise, I got more than I asked. I had written the part of a grandmother who was able to
speak in tongues and invoke the powers of her ancestors. When I told Julie about the part, she
informed me that she was a real practicing witch. Flabbergasted, I thought this must be meant to
be! The character of Catherine is confident, sharp, calculating, and manipulative, yet in her mind
she has good intentions.
In the end, I feel I got the performance I wanted for the character of Catherine Capshaw.
I have had others disagree with her performance, but she gave me what I asked for as the
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director. I can understand how some may view her performance as lackluster, but I was going
for methodical, intentional, and phony. Capshaw is her home, and she rules it. She can do
whatever she wants, however she wants.
Victoria
After casting for Catherine, I had another actress in mind to play the part of Victoria
Capshaw-Raven. I had just worked with Charlene Ruffio on the project The Will (2010,
Alexander). In The Will, Charlene’s character was a beautiful middle-aged mother, emotionally
battered by family secrets and the lost connection between her and her daughter. The character
was very similar to Capshaw’s Victoria. Charlene possessed an aged but natural beauty, which
was exactly how I imagined the character of Victoria. However, when I contacted Charlene and
asked her to play the part, she had moved to Florida and given birth to a new baby. I then began
to search for my Victoria through a casting call. I had several actresses interested in the part of
Victoria, but one really caught my eye. Desiree Ledet came in to audition, and my little light
began to go off. She was a little older looking than I had originally planned, but her audition was
great. When she came in for the audition, she was naturally a little frazzled. Amazingly, she said
she felt a connection with the script because she had gone through a similar family situation. She
said it was quite eerie to be reading for the part.
Mona
In the same casting session, I meet with the young lady I wanted to be my lead actress. I
had received a casting email from Christina Rigaud about her interest in the part of Mona. As
soon as I saw her head shot, I was overjoyed, because she looked exactly like the image of Mona
I had in my head. However, I needed to see if she could act. When she came in for the audition,
she was a lot taller than I thought, but her look was striking in person. Especially her eyes and
12

her eyebrows, which we later learned would be difficult to control during filming. However,
Christina, like Desiree, had eerily been drawn to the script. She had recently had a personal
tragedy with her pregnancy, and she, too, like the character of Mona, did not know her father.
Christina was new to acting, but I felt she took direction very well, and I knew like the others she
would be able to play the role.
Charlie & Uncle Edward
During the casting session in September, I also needed to cast for Charlie and Uncle
Edward. Through Craigslist, I had placed an ad for both men. I received several headshots and
video auditions for Charlie, but not many for Uncle Edward. I received a young actor’s headshot
that I thought had a great look for Charlie. Upon contacting him, I never received a reply. We
hoped he would show up for auditions but, unfortunately, he did not. A few days before filming
we still had no Charlie and no Uncle Edward. I believe now that the sides for Uncle Edward
were a bit confusing for those who wanted to audition. Edward is a very important character in
the film, but he did not have any lines. His character is knowledgeable of what is going on at
Capshaw, but he has his own ways of dealing with the situation. His silence is golden and he
listens to what goes on around him. His dementia also plays a huge part in his silence and his
actions. When sending out the sides for the casting call, I gave a description of the character, but
few replies were received. I went to Plan C and came up with a few names of actors I had
previously worked with to play Charlie and Uncle Edward. In the end, I chose Escalunte Lundy
to play Uncle Edward, and I chose Joey McRae to play Charlie. I had worked with Escalante on
two films, The Will and my film Ladie. I also worked with Joey on the film Hunker Down.
Escalante is a great actor. I think he did a good job with the character of Uncle Edward,
even without dialog. He takes direction very well. He was younger than what I hoped for, but it
13

was a choice I had to make and move forward. Joey also gladly accepted the role of Charlie, but
he had a conflict with the first shooting dates. Nights before the shoot, I had to rewrite part of the
script to delay his introduction in the story. However, I think it turned out very well. I believe it
would have been very difficult to shoot both Mona and Charlie in the car scene. I was pleased
with his performance. He was older than I wanted to cast Mona’s boyfriend, but I think the age
shows maturity on the character of Charlie’s part. It plays into his ability to let her know that he
can and will take care of her and the baby, no matter what happens. He is very secure in his
ability to be a good father and partner, but Mona is not sure in her abilities. It plays well against
the younger naive Mona, and her search to find her identity and find out about her family.

14

Directing
As stated previously, directing this film was a great learning experience. I learn a little
more every time I shoot. I was very blessed to be able to work with all experienced actors,
except for my lead Christina Rigaud. However, Christina had done some acting, and I did not
really consider her a non-actor. I believe with more training she could be a wonderful actress. In
light of my being able to work with seasoned actors, I was able to focus on just directing. I did
not have to explain to them basic set knowledge, how much work goes into shooting, or time
spent on set. They cleared their schedules and were always ready to work. They were really
dedicated and loyal to the project. Because I cast experienced working actors, sometimes we
would have occasional schedule conflicts. Julie Bound moved to Alabama and had to drive to
New Orleans for filming. My actors definitely had faith in the project and really were committed
to making it a success.
Every shooting day, the actors would arrive at their scheduled time. Then they would go
in for make-up and hair or they would do their own, depending on the day. Make-up and hair
were not always available for every shooting day. They would then get into wardrobe and
rehearse. One area I wish I could change would be the amount of rehearsal time. As stated
previously, my actors are working actors and have other occupations, so scheduling rehearsal
time prior to shooting days was difficult. With this in mind, I had to trust my actors as
professionals. I am quite an adaptable director, and my goal is to get the performance any way
possible. When explaining the characters to my actors I gave them the character backstory. I
would then allow them to explore the characters on their own, see what they came up with, and
then I would tweak their performances.
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Working with each actor contributed to my growth as a director. Each character was very
different and very important to the film. In regards to working with Julie Bound as Catherine
Capshaw, I needed her character to have several levels. I wanted the strong, overbearing, head of
the household, but I also needed her to truly believe what she was doing was right. In her own
warped way, I needed her to believe her actions were necessary. As I look back on the film, I
think I should have addressed this more in the screenwriting stage. I do not feel the film really
showed her struggle with her choices. If I were to shoot Capshaw as a feature, I would definitely
explore this idea and her backstory more. I believe I accomplished the surface ideas about
Catherine, but she is a more complex character.
Working with Desiree Ledet as Victoria Capshaw-Raven, I wanted to explore the
struggle of being a mother, daughter, wife, and having to sacrifice. In the film, we see her on
occasions wanting to be happy, yet knowing the danger that is present at Capshaw. It always
causes her happiness to be short-lived. The scene of Mona’s arrival at Capshaw is an example of
this internal conflict. Victoria is so caught up in the initial physical presence of her daughter that
she loses herself in the moment, but then she remembers Mona is not safe. She then loses herself
again when Mona tells her she is pregnant. She struggles with wanting to spend time with her
daughter, but knowing it is not safe. Another example is the revelation scene in Victoria’s
bedroom between Mona and Victoria. Victoria has been drinking, and, with liquid courage, she
tells Mona the real cause of her father’s death. She loses herself in the pain of it all, then
remembers Mona and Charlie are not safe and must leave Capshaw. Victoria has also been using
herself as a sacrifice for Mona all these years. In the end of the film, she asks Catherine to let
Mona go. “You have me”. Desiree was very much in tune with the character, and my tweaking
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with her was very minor. She had a tendency to step on lines or change them. Sometimes I did
not mind, but I needed her to be consistent for editing purposes.
Directing my least experienced actress, Christina Rigaud, tickles me every time I think
about it. Christina was a real joy to work with, but her eyebrows became my friend and foe. I
always joked that I was directing Christina’s eyebrows! For some of the most intense and
emotional scenes, her facial expression came across beautifully on screen; it was exactly what I
wanted. She has a gorgeous face that looked wonderful on camera, and she was exactly as I had
imagined Mona. However, in some of my scenes, sometimes just a lift of her eyebrow would
change the entire meaning of a line. I’d often go back and give her another directing,
magic-if8example. Then we would try again. However, I think with more training she will learn
to have more control of her facial movements. I also believe it came from over-acting9. When
she was completely in the moment she did very well. The major directing lesson I learned was
that small body movements can sometimes make or break a shot. Directors can tell when an
actor has come out of character. Over all, Christina was very in tune with her role as Mona.
Joey McRae, who played Charlie Gordon, was also a pleasure to direct. I often wonder if
I should have made Charlie’s stance against Mona’s return to Capshaw stronger, for added
conflict. However, that is not how I imagined Charlie. Charlie is a good guy; he comes from a
good family. He lets Mona know he is going to be there for her no matter what, but it is her
choice. However, in the car scene, he does tell her not to expect too much from her family, and
to be realistic. Originally, Charlie was supposed to be in the car with Mona, but due to
scheduling difficulties and casting Joey last minute, I had to rewrite their scene into a phone
conversation. The difficulty I had with Joey was he did not always read on screen the same as his

8
9

Magic ifs- Stanislavsky’s method for achieving the truthful pursuit of a character's emotion
Over-acting- To exaggerate a role; overplay
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performance in person. His performance could be one dimensional, especially if another actor
was not in the room performing with him. Watching him on set, then seeing the actual footage, I
would often get two different feels, but I also used the Magic- if technique with him.
Working with my other male actor, Escalante Lundy, also brought new directing
challenges. Uncle Edward is battling early-stage dementia. In the film, he is often seen very
distracted and in his own little word, mentally. He does not seem to be paying attention to what
is taking place around him. However, he is aware of what is happening at Capshaw. He has been
at Capshaw for many years. He may be old, but he is not an idiot. Uncle Edward’s silence is
golden, and when the right time comes he helps the best way he can. He helps Mona and Charlie
escape the house.
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Production Design
Locations
Production Design was by far the hardest and most frustrating battle I had to fight during
production. Due to budget limitations, I chose to scout locations for filming instead of building a
set. It would have been ideal to find a location to film both interior and exterior scenes together.
However, with limited financial resources, I realistically was not going to be able to convince too
many occupants for permission to use their home for a lengthy period. I decided it would be best
to shoot interiors in one location and exteriors in another. I found houses with nice plantation
style exteriors, but the interiors had modern renovations. I needed to find a plantation style home
with the older interior to match. I also needed to find a house with property surrounding it, and I
knew this would not be likely in the city. I decided if I could shoot the exteriors on the North
Shore then I could film the interiors in the city. This would work out better for my actors and
budget.
I started by checking the real estate guides and emailing agents on the North Shore. I
found one home outside of Covington, LA, and it had the perfect exterior for the film. I
contacted the real estate agent, and she contacted the owner. However, the owner was going
through a divorce and not interested in allowing filming. I later learned that the real estate agent
was working with the wife, and it was the husband who was not at all interested in allowing
filming. Nasty divorce, I guess. I then reached out to the agent again about another property. She
put me in contact with a second agent who was working with the owners to sell the property, and
they gladly agreed to allow filming. My director of photography and I headed to Covington to
check out the property, and we decided it was the perfect place. The home even had a guest
house, which we used to shoot the altar room scene and the attic scene.
19

My next task was to find a house in the city to film the interior scenes. Since I had been
working part time at Dillard University, I considered using one of the buildings on campus. It
was the home of former Dillard presidents and had a similar look to the house in Covington. Its
interior had minor renovations, but it still had hard-wood floors, high ceilings, and a staircase.
These were all elements I needed to match the Covington house. We were able to use the
kitchen, stairway, and dining room areas. The kitchen was not my ideal kitchen, but I do not
believe it took anything away from the film. Because it was not exactly what I had in mind, I
decided to film only the breakfast nook area. The dining room area worked really well. I liked
having the large long table, and we added the table décor. It was initially my goal to only use two
locations for filming, but as filming began, I soon realized it would not go as easily as I had
planned. While filming at the Dillard location, we were only able to use the interiors. There was
a university guest staying in the apartment upstairs. We also had a very interesting run-in with
her when she decided to make breakfast and coffee during the kitchen scene. You just never
know what is going to happen on a film set. Because I was not able to access the other rooms,
this meant that I had to hunt for another location to film the bedroom scenes. Eventually, I found
the Hubbard Mansion on St. Charles Ave in New Orleans, LA. At the Hubbard Mansion, we
were able to film the bedroom scenes for Catherine. After filming, it was my hope that we would
be able to return and film the bedroom scenes of Mona and Victoria, but unfortunately we could
not. We filmed in the Mansion in January, but the next available date for filming was February,
which conflicted with Mardi Gras. The other conflict we had was the owner. He was very
particular about his establishment, and I believe he was not thrilled about the filming process
once he saw what it entailed. He agreed to the filming process, but I think it became bothersome
and a little overwhelming even though we had a super small crew. I gave the crew specific
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instruction about behavior and working space in the mansion, but I do not think he liked the inand-out movement of the crew. I have very strict guidelines when it comes to working in
locations. Equipment is to be staged in one area, no leaning on walls or sitting on furniture
unless you have permission, no eating or drinking in unspecified areas, and no entering rooms
that are not specified for filming. As student filmmakers we rarely have the funds to secure
locations and definitely not the funds for damage done to the locations. Because the owner was
so particular, two of my biggest concerns were not scratching the floors or getting anything on
the bed linens. I remember the boom and sound equipment were on the bed, and I had to remind
the boom operator not to lay anything on the bed. Filming at the mansion definitely made me feel
uneasy as a director. We had to cut our filming three hours short because there was a
miscommunication between the owner and his secretary about how long we were going to be
filming. It was quite frustrating, but we shot what we could. Despite the circumstances, I was
extremely polite and thanked the owner for allowing us to film. After that shoot, I had no choice
but to find location number four.
My lead actress Christina had a friend who lived uptown, and she suggested we might be
able to use his home. It was an older home and had a similar feel to Hubbard Mansion. I
contacted her friend, and we decided to use his home for the fourth location. In the uptown
house, we were able to shoot the scenes for Mona’s and Victoria’s bedrooms. I liked the room
we chose for Mona’s room because it was painted fun colors, and had a twin size bed. I thought
it would be good to show Mona’s room as a little girl. The space we chose for Victoria’s room
was a master bedroom. I liked the bed and mixture of browns and blues in the room. It helps
portray Victoria’s mood as a depressed alcoholic, and she spends lots of time in bed. I thought
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the room would be perfect for her. Filming at the uptown house went pretty smoothly. There
were no major problems.
The last locations we used for filming belong to the director of photography. We used his
home as Mona and Charlie’s apartment, and we shot the bathroom and kitchen scenes. I thought
this would be the final location, but during the editing process, we decided to get some pick-up
shots, and we used the director of photography’s mother’s home. In this location, we filmed
Mona and Charlie’s bedroom escape scene. This is when Mona struggles to open the bedroom
door to escape the house. Filming at the final locations went very well, and we did not have any
problems.
Set dressing, props
Even though acquiring and filming on location gave us a few problems, the locations that
were chosen gave us a good bit of the set design we needed. We only had to bring in minor
props and set dressing. The home in Covington was wonderful for the exterior scenes. If I could
change anything, I would have added more personal touches for the exterior. Adding more props
would have enhanced the feel of the ancestors’ presence on the property outside, for example,
tombstones or Capshaw family memorial plaques near the outdoor fire place. I also would have
added some children’s toys on the property to show Mona’s presence as a little girl. For the attic
and altar scene, the filming location was a very confined space. There were windows on both
sides of the room, so we covered those for the attic scene which we filmed in the daytime. I
wanted to give the room some depth and levels by stacking boxes, and stacking other items in the
room. When writing my script, I dreamed of one of those large attics as seen in films like The
Skeleton Key or The Changling, but this location’s real attic was a very small crawl space with
pull down stairs. We would not have been able to get crew and equipment up there safely.
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However, the room we used in the guest house gave us more square footage and looked very
similar to an attic.
For the scenes shot at Dillard University, I would have liked a less contemporary kitchen
set up. However, it was what was in the house and the budget. I also do not believe it took away
from the film drastically. During the dinner scene, Julie Bounds brought in her mother’s china
for the table settings. I collected table cloths and table accessories from my family members.
The magnolia center piece was already on the table at the location, and I decided to use it
because I wanted to give the dinner a southern feel.
For the scenes filmed at Hubbard Mansion, I would not change anything in the set
design. It gave exactly the feel I was looking for in Catherine’s room. The only items we added
were the photos of the ancestors and the rocking chair. The antiques and furniture in the room
showed the age of the house, and the warm colors and textures expressed the power and energy
of the character. For consistency, I wish we would have been able to continue using the location
for filming Mona’s and Catherine’s bedroom scenes.
Like the other locations, we only brought in minor props for the uptown house. In the
bedroom we used as Victoria’s room, the owners had lots of clothing. We had to push shoes
under the bed and move rolling racks of clothing out of the way so we could film. We added the
wine bottles, pill bottles, and photos of a younger Desiree Ledet. I also brought extra bedding for
the bed, and photos for the picture table. In the space we used as Mona’s bedroom, I wish we
were able to put more pictures on the wall and film more of the room. The room had been freshly
painted and after my experience with Hubbard Mansion, I did not want to disturb or ask for
anything that we did not desperately need. We enhanced the feel of a little girl’s room by adding
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toys and a photo of a young Christina Rigaud. Oddly, she had this scary look on her face in the
photo. I thought it added a spookiness to the scene.
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Cinematography
While planning the cinematography for Capshaw Ravens, I relied heavily on my director
of photography for his expertise. We knew we would have to run a very tight schedule because
the locations were very hard to acquire, and there was a strong possibility we would not be able
to book the locations a second time. We would have to get as much coverage as we could, and
possibly have to edit the shot list around any situations that were beyond our control. Prior to
filming, my director of photography and I took still photos of the locations to give us an idea of
camera placement and how much space we would have to work.
Equipment
We filmed using the Panasonic Varicam 3700. The lens used for filming was designed by
Fuji, and we used a 4.5x 13mm and a 18x 9mm. The 4.5x 13mm was often used if we were in
close quarters. One of the pros of the Panasonic Varicam 3700 is that it produces very high
quality HD footage. However, the con is its size. It does not always fit well in confined spaces.
During the filming, we used camera set ups on a jib, steadicam, and tripod. We also
incorporated some handheld shooting. For example, we used a jib set up in Mona’s arrival scene.
I believe it helped reveal the enormity of the Capshaw home, and the magnitude of the situation
Mona was about to undertake. For the scene of Mona’s walk on the property, we chose to use a
steadicam. This allowed my director of photography the ability to move over an uneven grass
surface, yet keep the shot steady. When shooting in locations with less physical space, we chose
to shoot handheld. The footage of Mona inside the vehicle driving to Capshaw was all shot
handheld. I rented a sedan-sized vehicle to allow for more filming space in the car. We also
chose handheld filming for a shot in the attic scene with Mona. When Mona opens the box and
discovers the newspaper about her father’s death, we chose to shoot this handheld because it
gave a very realistic point of view of her looking into the box.
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We decided to use the jib and steadicam to accomplish more dynamic shots, and
handheld in smaller shooting space. However, the majority of the film was shot using a tripod.
As the director, I wanted to make sure the technology was not too intrusive to our shooting. I
also wanted my actors to be comfortable in the limited physical spaces, and I was concerned with
location time management. We would have to factor in more equipment setup time for dynamic
camera setups, and I needed to be smart about using shooting time to get coverage.
Shot design
Capshaw Ravens is a suspense film, with a mix of the paranormal. When composing the
shots, I did not want to reveal too much information too soon. We wanted to get lots of
close-up and medium shots. The use of close-up and medium shots helped show the most
character emotion. As stated in the directing section, I wanted to capture the reaction of each
character no matter how subtle. I also wanted the audience to have an emotional connection to
the characters, and feel the tension and suspense as the character would experience it. For
example, the family dinner scene required several reaction shots: Victoria’s reactions to
Catherine’s conversation with Charlie, Charlie’s gazes at Mona, and Uncle Edward’s affections
towards Mona. Another example is in Mona’s bedroom scene when she is awakened by the
spirits. I shot her close-up to show her emotion and distress while sleeping. I also wanted to
show her confusion when she awakes.
I also employed the use of close up and medium shots when I needed to shoot around
obstacles within the physical shooting space. The location I used to shoot Victoria’s bedroom
scene was lived in by the property owners. It was extremely cluttered, and I did not have the man
power or time to empty the entire room. There was a gigantic heavy roller rack of clothing that
we were only able to roll so far out of the scene. If we had tried to move it further, it was going
to tumble over on us. We pushed it as far out as we could, but it was still in the background of
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our Mona shots. There was also a huge TV, a bathroom with clear doors, and two windows. It
was a night time scene, and I had to block out light from both windows in the room. We did our
best to work around the situation by shooting close-ups of Mona while she sits on the bed during
this scene. I would have liked more coverage of Mona, but the room was very distracting when
shooting in that direction. However, when shooting in the direction of Victoria, I was able to get
more coverage.
As stated, I had quite the task when acquiring locations, and often it was not one hundred
percent my ideal location. However, there were spaces I could use at every location and I used
my resources to the best of my ability.
Lighting
The lighting setups for Capshaw Ravens were fairly simple. The first goal was to light the
scene so that the important objects and subjects in the scene would be visible to the camera. I
wanted enough light to make picture, but we did not fully light everything in the scene because I
wanted to keep a suspenseful and eerie feel. I also did not want the lighting setups to be
intrusive, so we used as much natural lighting as possible. The attic scene and the scene of Mona
sleeping were two of the eerie scenes. We shot these scenes during the day and blocked out any
incoming sunlight from the windows in the rooms. One of the challenges we faced was trying to
shoot night time scenes indoors during the day and being able to successfully block out all
sunlight. We often had rooms with several windows, and we had to adjust the actors’ blocking to
make it work. After blacking out the windows and correcting blocking, we softly lit the room so
that we would not have hard shadows. I wanted some shadows, but not hard. We shaped the
lighting using back lights to create contours whenever possible. The film has a lot of female
characters that are going through lots of conflict, but I also did not use a lot of hard light because
I did not want them to look extremely unflattering. I need the audience to connect with them,
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even Catherine. I also used soft light to help with motivated lighting from light sources within
the frame. In the scene of Victoria sleeping, there is a lamp on the nightstand next to her. We
used the lamp for lighting, but we also used the Arri light for supplemental lighting. I wanted the
scenes to feel warm and inviting, yet smothering. That is the type of place Capshaw is.
Luckily, we did not have to use a great deal of light for the exterior scenes. However, we
did use lighting for the night exterior scenes. We used a 5k light because we had limited access
to exterior electricity. Basically, we had to get as much light as we could to make a picture.
There was some light coming from the house and an exterior light pole, but it was not enough.
During the exterior day scenes, we were able to use available sunlight with bounce cards to fill
darker areas. Because of the time of day we shot, we were able to get sufficient lighting. The
walking scene with Mona and Catherine has that warm smothering feel, too. The sun is high in
the sky and beaming on them.
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Editing
Preparing the project
I used Avid to edit Capshaw Ravens. I transcoded the footage and converted it from high
to low resolution. The low resolution footage takes up less space in the system and makes it
easier for the system to process. Once the footage was imported into the system, I created an
Avid project file for the film, and I began to create individual bins for each element of the film.
Once the bins were organized and properly labeled, I took the low resolution footage and began
syncing it with the audio. I then placed the new synced footage into its proper scene bin for
editing.
I decided to edit one scene at a time and combine the scenes into sequences. I started with
the lengthy scenes first. The longer scenes were Mona’s arrival at Capshaw, the dinner scene,
and the revelation scene between Mona and Victoria.
Cutting the story
My main goals for the first rough edit were to cut for story, emotion, and to cut as close
to the written script as possible. Of course, it is always easier said than done. A filmmaker must
take into consideration things such as coverage, performance, and the technical aspects of a shot.
The technical aspects even include mistakes that were made while filming that went unnoticed,
for example a boom microphone in the shot, a person or their shadow, or other objects in the
shot. As a student director with a small crew filming on location, this can become quite the task.
Everyone, including the director, has to wear many hats on set. It is inevitable that filming errors
will be made. In the scene of Mona arriving at Capshaw, we could not use several handheld shots
from inside the car because we accidently captured the jib located outside the car in the shot. In
one camera angle, we accidently captured the reflection of the director of photography and the
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camera in one of the side view mirrors. In editing, these errors became factors when deciding
which takes we could and could not use.
In cutting the story, there was also the issue of performance. Was the actor’s
performance the best in this take or the last take? Well, what if it was better in the last take, but
that was the take with the boom in the shot? Then we had to decide between performance and
the technical aspects of filmmaking. It was challenging as a director to convey my story, and
also have a film that is technically correct. However, it was part of the learning process.
After structurally laying out the story and completing a rough cut, my next goal was to
work on the pacing of the film. I employed the help of Professor F. Danny Retz. Prof. Retz
says, “The goal of an editor is to make it work.” He also asks, “Is it a movie?” With Prof. Retz’s
help, I tackled developing the pacing of the film.
If an actor’s performance in a scene was good, but lengthy, I had to find ways to speed up
the scene, especially since I was creating a short film. For example, when Catherine greets Mona
for the first time she hugs and talks to her as any grandmother would, especially if a grandparent
has not seen their grandchild in a long time. However, those actions or dialog can take a lot of
screen time, so in editing we had to cut down her lines. As a director, this was also difficult
because I liked the performance, but I needed to move the story. As a writer, I wrote lines for a
specific reason, but during this process, I learned I had to be careful that my writing was concise.
I learned that if there is any redundancy it most likely should be taken out of the script. When
editing the film, I removed several lines of dialog that were already stated or conveyed through
actions in other scenes. This helped tighten the film. I also removed scenes or rearranged scenes
to add more tension and suspense. For example, there was a scene of Mona waking up the
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morning after she found the paper about her father. This scene was deleted because it really did
not reveal anything new to the audience, and it slowed down the film. The scene of Catherine
cutting Edward’s hair was cut down and also rearranged in the film. Its original place was before
Mona’s attic scene, and Mona actually overhears Catherine’s conversation with Edward. After
some discussion about whether the scene actually worked, I decided to move it before the dinner
scene, and take out Mona eavesdropping. Through discussion, it came to light that the
performances slowed the film, and Mona eavesdropping would be confusing to the audience.
This is an editing decision that was hard for me to accept as a director and writer. I knew exactly
why I wrote the scene, and what I was trying to accomplish as the director. I knew, but the
important question was, would the audience understand it? Did it work? I agreed that the
performances slowed the film, and I also did not have enough coverage in that location.
However, I still like the idea of Mona eavesdropping. I feel it added another scary element to the
film. In the eavesdropping scene, Mona overhears her grandmother saying that she is happy for
her to be home and wants her to stay, but Catherine also talks about the prayer book and its
power. Mona overhears the conversation and is interested, but she is also eavesdropping and
does not want to get caught. However, Catherine already knows Mona is eavesdropping, so she
makes her speech on purpose. She even looks up at the door and speaks directly to her. This
frightens Mona because she thinks she is caught eavesdropping and she hurries off. I liked what
the scene said about Catherine’s character. She is always one step ahead.
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Creating moments/ Continuity
The editing process also involved creating moments that were not planned. For example,
in the previously discussed scene, we took a shot of Mona eavesdropping at Catherine’s door,
and placed the shot right before Mona enters Victoria’s room. This gives the scene a pause and
shows Mona’s hesitation to enter the room and not disturb her mother sleeping.
There are also sometimes continuity problems. One example is in the attic scene. In one
shot, Mona is looking at some items on a shelf and the painting behind her is uncovered. In the
next shot, she walks over to the painting and uncovers it. The painting is not totally noticeable
because the first shot is a wide shot and her body is covering most of the painting. I believe that
was a bad take for other reasons, but we were able to use pieces of it. Another continuity
problem was Mona’s car. There is a transitional shot of the house at night, but the car is not in
that shot. However, the car is in all the other shots outside the house. The transitional shot was
from the beginning of another unusable take. However, I do not think it drastically takes away
from the film.
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Sound
When developing Capshaw Ravens, I knew sound would be a crucial element in making
the film work, especially because it is a Suspense/Paranormal film. Sound is a key element when
trying to draw your audience into a film and helps take them on the cinematic journey. My goal
was to gather all the needed layers of sound and build the right soundscape for Capshaw. I
started layering with location sound, dialog, and I ended with the film score.
When scouting locations for the film, we listened to the sounds in the filming
environment. We found that there were going to be sound issues at several of the locations.
When we went to scout the Read Mansion in Covington, we were very pleased with the sounds
around the property. There were a few houses surrounding the property, but the neighborhood
was quiet. However, we made one crucial mistake. We scouted the location during the right time
of day, but we did not scout the location on the right day. A Wednesday in the neighborhood was
very different from a Friday, Saturday, or Sunday in the neighborhood. Unfortunately, we
suffered the consequences for our mistake. Filming on Friday and Sunday at the location went
very well, and we did not have any sound problem. However, when we filmed on Saturday, we
had the pleasure of being serenaded by a festival in downtown Covington, air plane pilots
practiced their flying patterns, and a neighbor manicured his yard with the loudest weed cutter on
the planet. All of these events took place during the filming of the walking scene with Mona and
Catherine. We had to shoot the takes around the noise. The weed cutter would go on then off.
We were able to shoot the takes when it was off. The sound recordist would also listen for the
plane, and we would shoot the take after it passed over the property. We also managed to film
around the band playing at the festival, as well. However, looking back, we really had no choice
but to handle these obstacles due to the problems we had acquiring locations. This was my
location and I had to make it work.
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When filming at the Dillard location we had two audio problems. One was an air
conditioning unit. The other sound issue was the noise from the guest staying in the upstairs
rooms. When we scouted the Dillard house, the major concern was noise coming from the active
campus. However, the campus is very quiet on Sundays, so we did not have a problem with
student or employee noise. We were told that the guest staying upstairs would be out of the
house on the shooting day.
Luckily, we were able to film MOS for several shots, and we could add in FX and room
tone later. The door we used as Victoria’s bedroom was actually the closet that housed the air
conditioning unit, and it was very loud. When we filmed in the dining room, which was farther
away from the closet, the noise level was not so bad. When we filmed in the kitchen, it was a
little louder because the kitchen was located between the closet with the unit and the dining
room. However, it was the house guest who made the most noise. She did not stay the entire
time of filming, but she was taking her time entering the location and leaving the location. We
had to pause filming to allow her to leave, because the sound recordist could hear her keys
jingling. Once she left we were able to continue filming.
While filming at Hubbard Mansion, we also experienced some challenges trying to
record clean audio. Hubbard Mansion is located directly on St. Charles Avenue. There was
traffic noise and noise from the streetcars that ran in front of the mansion. When we scouted the
location we knew that this was pretty much unavoidable. However, if we wanted to use the
location, we would have to find a way to work around the noise. I really liked and needed to use
the location. At first, there was not a lot of traffic noise because we started filming on a Sunday
morning. However, as the day progressed, traffic heightened. The streetcars were the most active
and the loudest. We had to time each take between each time a streetcar would pass the window.
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My actors were really helpful and patient during this process. We only filmed Catherine’s
bedroom scene at the Mansion, so we recorded clean audio of her lines in another room. This
room was quiet and located farther away from the front of the mansion which was facing the
street. When making my decisions about whether or not to use a location because of sound
issues, I really had to weigh my options and decide what was most important for completing the
film. I also asked, “Would I be able to fix or replace any of the audio in post-production?”
before I made any final shooting decisions.
Sound FX
Selecting sound FX for the film was a very fun process. I knew that adding sound FX
would help create the soundscape for the film by making it richer and adding realism. First on
the list of needed FX was rural ambient noise. We had some exterior sound problems at the
location in Covington, and we wanted to make sure we had a consistent rural ambient for those
scenes. We added cicadas and crickets to several of the scenes for extra effect. We also added
more natural sounds to certain scenes. For example, in the scene of Mona walking down stairs
from her bedroom, we added stairs creaking beneath her feet. This enhanced the feel and eeriness
of the scene. Another example was in the scenes of Catherine in her rocking chair. We added
rocking chair creaks to enhance the realism of the scene. We also added ghostly spirit whispers,
demon-like voices, and individual male and female whispers to the film. Voice-overs were
recorded for the scenes where the spirits call Mona’s name. However, we enhanced the voice
over by adding in the breathy female and male ghost whisper that was similar to the recorded
voice-over whisper. Using the ghostly whispers helped sell the idea of the spirits being called on
by Catherine, and the spirit involvement. We incorporated some low drone sounds as well. The
drones added a continuous low chord to the scary parts of the film. They helped let the audience
know something strange was about to happen in the film. Other effects used to enhance the story
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included a glass shattering effect as Catherine falls through the altar room window, a scream as
she falls, and the body hit when she hits the ground. All of these sound FX added intensity and
realism to the film. Another very important element that was needed to build on the soundscape
for the film was scoring.
Scoring
From the film’s beginning stage, I knew the score would be a critical factor in selling
the story to the audience. I employed the service of Magnolia Music House to help develop and
create the right score for Capshaw Ravens. However, before we submitted the film for scoring,
we added scratch audio tracks from the films Basic Instinct (1992, Verhoeven) and The Omen
(1976, Donner). Adding these tracks gave us an idea of how we wanted the score to support the
film. It was a good guide for the composers at Magnolia Music House. We wanted the score to
be very ominous in scenes like the one of Mona wondering through Capshaw at night and
finding the article about her father. However, we wanted to show the intensity of the revealing
moments as well, like when the evil of the Capshaw spirits and Catherine are revealed to Mona.
There also needed to be intensity when Charlie and Mona escape the house, in the final
confrontation scene as Catherine performs her ritual in the attic, and when Catherine falls to her
death.
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Technology and workflow
In the areas of technology and workflow, I was fortunate enough to have access to
software needed for the project, and my director of photography had most of the equipment we
needed for filming. I also had access to other shooting equipment with the university, as well.
For screenwriting, I used the software Celtx. I was able to download this software from the
internet for free. I used the software to write, format, and break down the script by scene. Once
the script was complete, I saved it as an Adobe PDF file for printing. For other pre-production
paperwork such as call sheets, shot list, and crew contact information, I used Microsoft Excel
and Word. I already had storyboard, location, and actor release templates from previous films, so
I was able to use those templates. However, I did have to request insurance paper work from the
university’s risk management coordinator.
As previously stated, I was fortunate to have a director of photography who had his own
filming equipment. I must admit, the technological aspects of production are not the areas I’m
best in, so I was very glad to have a DP who is very skilled in that aspect of filmmaking. I like
that he had his own equipment because that meant he was familiar with the technology, and it
would save time when shooting. We shot using 1920x1080p at 24 frames per second, using his
Panasonic Varicam 3700. The Panasonic camera had five P2 card slots. We used three 32 GB P2
cards. This afforded us longer recording periods between data dumps to keep from interrupting
filming, and keep us on schedule.
After each shooting day, he would transfer the footage from the P2 cards on to an
external hard drive. I wanted to have several copies of the raw footage and film project, so I
stored the footage on external hard drives and the storage network at Dillard University for safe
keeping. We used the Fostex FR-2 provided by the University of New Orleans to capture audio.
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We used a dual system recording setup and recorded natural sound through the camera as a
backup. At the end of the filming day, we transferred the audio clips from the audio flash card
on to my personal computer. I also wanted to have additional copies of the audio for safe
keeping, so I copied the audio from my computer on to a compact disc and the storage network
at Dillard University. All media was then transferred to a computer system running the Avid for
editing. The sound was transferred to Steinberg Nuendo for additional audio mixing, and the Pro
Tool system at Dillard University.
Once the film was picture-locked, it was then sent to a colorist for color correction. Just
as sound FX and scoring help enhance the story aurally, color correction can enhance the story
visually.
Color Correction
We decided to do some minor color corrections to visually enhance the mood of
Capshaw and correct a few shots that did not match visually within a scene. One example was
the POV of the Capshaw land. This shot is while Mona and Catherine are walking the property.
The pickup POV shot of the trees was not as rich and warm in color as the shots we filmed
during the actual walking scenes, so we decided to use the color correction tool in Avid
Symphony to adjust it to match. Avid Symphony has good color grading and allows for the use
of spot color corrections. We also wanted to enhance the mood of other scenes in the film by
grading them darker or desaturating for a more eerie feeling.
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Chapter 2
ANALYSIS
In this chapter, I will analyze the effectiveness of my film as a whole, and whether or not
I achieved my goal of creating a film about a family in turmoil and a young woman who needed
to revisit her past to accept her future. I believe that I was successful in creating a film with
concept, character, and conflict. Is the film flawless? Does it have imperfections in aspects of
the filmmaking process? Well, with any film there will be errors. I humbly and happily accept
mine as growing pains of a student filmmaker. Based on the test audience feedback, I believe
the Capshaw audience understands the reason for Mona’s journey to Capshaw, and they also
understand her internal and external conflict. They can also see the conflicts of the other
characters in the film. I believe that I created a film with good characters, and they all added
different elements to the story. Was I completely successful in character development? No. I
think that I could have developed Uncle Edward and Catherine more. I would have conveyed
that she truly believed what she was doing was right. With Uncle Edward, I would have shown
more clearly that he is aware of what was going on at Capshaw, and he did not agree with it.
After showing the film to test viewers in my test audience of women age twenty-five to
fifty, I received positive feedback. This group also included a few males age twenty-seven and
older. They also enjoyed the film. Because filmmaking is also a business, I want to be able to
reach the audience I am targeting and others, if possible. My questions to them included: could
they easily follow the story, were the characters believable, could they relate to the characters in
any way, would they recommend the film to a friend, and was the film entertaining? The
majority of the viewers did enjoy the film. However, several viewers said they were confused
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about the Uncle Edward character and wanted to know more about him. Others laughed and said
the Catherine character was just plain looney.
Filming Capshaw was a wonderful learning experience as a filmmaker.
The more films I make, the better they will become. Capshaw was a huge step up from my
previous films, and I can whole-heartedly say I have seen my progress as a filmmaker. In the
words of F. Danny Retz, “Is it a Movie”? Yes.
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Chapter 3
CONCLUSION
When I began production on Capshaw, I knew it was going to be a great learning
experience and a challenge to me as a filmmaker. I also learned the importance of having
dedicated film crew and actors. That can alleviate a great deal of stress when other aspects of the
filming process are not going as planned. At least you will have people committed to helping
you make the project work.
By far, the most challenging part of this process was being able to lock down good
locations. Unfortunately, I was not able to lock down one location for the entire film shoot, and
this affected the production, causing it to take over six months to complete shooting alone on the
film. It was very stressful as a producer and director. Looking back, I am very thankful we only
had one real stressful day of shooting. It was this one shooting day that was frustrating for me as
a director, but my main concern was for my actors. I was trying to keep them in good spirits. I
did my best to put on a happy face; with the help of my Assistant Director, Director of
Photography, and parents, I was able to get through it. Sometimes, during the lunch breaks, I
would find a quiet spot away from everyone so I could collect my thoughts and give myself a
pep talk. Directing is not an easy task; it takes skill. Trying to direct and working with a small
crew where we all have to do several different tasks on set can be challenging. I have to admit I
have a very bad habit of trying to take on everything all by myself, probably because I already
know how I want it done; so I just do it myself. I do not want to deal with people who are flakey
and do not do what they say they are going to do. It is more work for me, but I know it will get
done. I do somewhat regret not having more hands on set to help with the process. I did reach
out to several people I had on previous crews, but they were unavailable.
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I also learned if I want to make exactly the film I wrote, I have to get good of coverage of
all scenes. This was partly a result of not having the best locations. There are scenes in the film
that I felt could have been better. For example, Mona’s attic and sleeping bedroom scene,
Catherine’s hair cutting scene with Edward, and the final altar scene. On-set I was trying to work
around imperfections with the location, and it limited my shooting. I had my reasons, but
looking back, I think I should have filmed everything, even if I did not feel it would be useful.
Sometimes it is the footage that we think will not work that actually does work. That is the magic
of editing films.
As I reflect on the journey of making Capshaw Ravens, I can honestly say I’m proud of
myself for making it though the process. When I think of all the obstacles we had to overcome,
and take every aspect of the process into account, I’m surprised there is even a film. I can laugh
about it now, but it was truly very stop, go, and nerve-racking. I learned a great deal about
myself as a filmmaker and a person. I do have the ability to produce and develop a story with a
good concept, conflict, and characters. I’m flexible when it comes to being honest about what
does not work. The film is for my audience, and I have to do what works for them even if it
means removing things that I really wanted to be a part of the film. I’ve learned that I possess the
patience and endurance to complete the process despite the many obstacles of making a film. I
also have to accept that I cannot make a film all by myself. I need the assistance of more crew to
help alleviate some of the production problems caused from not have enough help. I have to be
more thorough when location scouting and explaining my needs to location owners. This will
help avoid some of the location pitfalls I had to endure. Finally, I plan to work on being concise
and fully developing characters when writing, getting as much coverage when shooting, and
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more rehearsal time for actors. After shooting Capshaw, I am definitely a better filmmaker
because I was heavily challenged and tested.
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Appendix H: Production Budget

Account #
001
002
003
004

Category
Script & Rights
Producer
Director
Cast

Specifics

ABOVE THE LINE TOTAL:
005
006
007
008
009
010
011
012
013
014
015
016
017
018
019
020
021

Travel
Hotel & Lodging
Food
Camera
Lighting
Sound
Locations
Art Dept
Office Expenses
Petty Cash
Film or Tape Stock
Lab
Insurance
Editing
Shipping
Still Photos
Contingency

Kit, Crew, Expendables
Kit, Crew, Expendables
Kit, Crew, Accessories
Fees & Permits
Props, Wardrobe etc.
Paper supplies, fax, internet etc.
Hard Drives, DVDs
Developing, dailies, etc.

Photographer, film, developing, etc.
10% of production costs
PRODUCTION TOTAL:

022
023
024

Final Post Online
Final Post Mix
Marketing

Conform, Color Correction, etc.
Sound mixing session, score
Festival fees, screeners, postage
POST PRODUCTION
TOTAL:
ACTUAL GRAND TOTAL:
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Actual Cost
$0
$0
$0
$0
$0
$800
$0
$800
0
$0
$80
$400
$383
$150
$0
$300
$0
$0
$0
$0
$40
$295
$2,448
$0
$275
$0
$275
$2,723

Appendix I: Capshaw Ravens Cover
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